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Chapter 1: Introduction
A performance event titled “UFrogO invade Hong Kong House” (Or simply UFrogO) was
held in an old school building on 24th February 2018 in Tsunan, Niigata, Japan. In the
building there was a meeting room. In the meeting room, a strangely dressed man was facing
six ladies who lived nearby. The ladies had been told that they were going to meet an artist
called “Frog King” from Hong Kong, without knowing what would happen next.
No one knew what would happen next. Not even the artist himself.
Before the event, Frog King and his team had placed many items on a table between the artist
and the ladies. Those items included traditional snacks and small accessories from Hong
Kong, and Chinese calligraphy prints by Frog King.
Frog King, with the help of translators, started to introduce himself:
“I want to make connections between Hong Kong and Tsunan people . . . I am a wild man. I
am not polite like you. I use a primitive way to communicate with you.”
The ladies, sitting up straight, with their hands resting on their laps, nodded to the artist.
All of a sudden, Frog King shouted “Happy New Year!” and started to throw the items on the
table at the ladies. Throwing things at people is definitely not regarded as a polite way to
communicate with strangers in Japan. The ladies, shocked by the artist’s act, were not sure
how to react at first. However, as Frog King kept throwing items at them, they started to
react with laughter. In the 30-minute-encounter, the ladies kept receiving gifts that they have
mostly never seen. The ladies asked the artist team what those gifts were, but the team
members were instructed by the artist not to answer in detail. The ladies also asked about the
meaning of the words on the calligraphy prints, but all they got were ambiguous answers.
After the event, the ladies said goodbye to the artist and moved to another room. They tasted
and discussed the snacks. They said that they had just experienced “shock”.
I was a member and a researcher of the artist team at the performance. I am interested in the
classical question in the arts: Can the arts change our world? Certainly, this question is too
large to ask in UFrogO. Nevertheless, we may narrow it down by asking, “can UFrogO
change the Tsunan community?” or “can UFrogO create social impact?”
Although this question lookssimple, it seems difficult to be answered by employing currently
available major theories of Socially Engaged Art (SEA). It is because, in this small scale
project with only a few participants, it is important to look at the experience of the
participants, and how this experience may be connected to the possibility of change.
However, most of the SEA theories are not intended to be employed to discuss individual
experience (Jacob, 2016; Bell, 2017). From my observation, the lack of such theories as is a
result of a lack of concern for individual voices in SEA analysis. This disconnection between
individual experience and social change in the field of SEA can be problematic. Firstly, we
can lose many details if we neglect the experience of individuals. Secondly, it is a matter of
politics to concern individual experience. This echoes with the concern of equality by the
French philosopher Jacques Rancière, who criticised the general Marxist assumption that the
intellectual ability of people is determined by their class in 1969 (2011). For Rancière, this is
problematic because it arbitrarily associates certain negative characters with the
working-class, while in fact those labels may not be true. This is a political question because
this collective understanding of workers involves the distribution of the sensible (Rancière,
2004). In this sense, ignoring individuals can mean politically policing their voices, leading to
a problem concerning equality.
I argue that what Rancière worries more or less reflect what is happening now in the field of
SEA analysis. In many arguments in SEA, individuals are usually considered as unspecified
collectives (e.g. the participants, the artists, the audience) who are related to the artwork,
rather than real people with unique substances. They have their own lives and thoughts before
encountering the SEA artwork, are capable of having their own experiences of the artwork,
and will continue with their daily lives upon leaving the artwork. Despite the fact that
everyone does have her/his life, the voices of individuals are often reduced in the arguments
of sociological and critical debate.
For the above reasons, my aim in this dissertation is to contribute to the possibility of
individual-level analysis in the field of SEA. By individual-level analysis I mean building
theories and arguments that consider subjects as unique individuals. Most of the time, this
requires looking at the experience of the people not only related to the artwork, but also
beyond, such as  their different life episodes and thoughts.
To apply an individual-level analysis, several changes in terms of theory and methodology
are required. In terms of methodology, a change of research method is needed in the field of
SEA. For individual analysis, data collection is important. Depending on the subject of
analysis, these datu be both qualitative and quantitative. Among the two, qualitative data is
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especially important, as it can capture more complex and nuanced experiences (Crossick &
Kaszynska, 2016). However, even though there is a growing volume of literature discussing
cultural values of art projects deduced by qualitative data (e.g. ibid., pp.42), ethnographic and
interview-based research is still rare in SEA studies. Interestingly, in Japan, research which
widely employs the method of participants interviews in the field of Art Project (or Japanese
SEA) (Kumakura, Kikuchi & Nagatsu, 2014; Yeung, 2019) is relatively common (e.g. Saito,
2014; Kim, 2018). In this sense, I suggest that the global (Western) field of SEA may learn
from Japan.
But is it enough to merely learn from the Japanese research method? I contend that it is not.
Although Japanese research methods widely employ ethnography and qualitative studies, I
observe that many of these research projects lack theoretical rigour. For example, although
terms such as “subject”, “discourse” and “antagonism” are frequently employed in these
works, it is usually unclear what they actually refer to. Perhaps because of the lack of
theoretical framework for individual-level analysis, Japanese ethnographic research of SEA
usually shies away from generalizing. While it is true that ethnographic research is so
contextually embedded that it is seemingly implausible to generalise, it can become
“illustrative or anecdotal'' without a certain degree of conceptualisation, (Crossick &
Kaszynska, 2016, pp.141). These drawbacks undermine the power of the Japanese research
method to understand better how SEA may create change in society.
Therefore I argue that the second necessary change for an individual-level analysis is to
consolidate a philosophical foundation. Prevailing theories are not intended to be used for
individual-level analysis because many of these theories do not ground the notion of subject
to unique individuals. Therefore, a change of theoretical framework is necessary. What is
important is a paradigm shift of thinking “how art can change a person (as a member of the
society)”, instead of “how art can change the society”. It is the goal of this dissertation to
contribute to an individual-level analysis in SEA.
This dissertation touches upon many fields of studies but is not bound by their conventions. It
situates itself in the field of SEA studies, but explores the possibility of analysis through
focusing on individuals, who are, as I have argued, usually marginalised. By focusing on
individuals, the dissertation touches on the field of audience studies of art (e.g. Pitts & Price,
2021), as well as expanding the discussion within the field, which was seldom associated
with SEA traditionally. Since this dissertation concerns the social impact of the arts, it
touches on the field of cultural policy and art management. While these fields mainly concern
evaluation and outcome (e.g. Belfiore, 2002, Holden, 2006), I am interested in developing an
explanation for such an outcome. The dissertation is, as a result, an interdisciplinary study.
Chapter 2: A Historical Review
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In this chapter, I provide a brief historical review on the role of individuals in the debate of
arts and social change. Through this review, I intend to outline how individuals were the
focus of artists and writers since ancient Greece, and how this focus shifted in the 19th
Century.
I argue that personal experience was important in the discussion of art and social impact in
ancient times. Thinkers in ancient Greece like Plato and Aristotle discussed the social impact
of the arts from the perspective of the audience as individuals (Plato, 1993; Aristotle, 1920).
The concern of the audience as unique individuals in the discussion of arts and social change
continued into the 18th Century. In the 18th Century, the discussion of the impact of the arts
from an individual-level developed further, through contributors such as the philosopher
Immanuel Kant, who has a comprehensive account on the subject and the subjective mind
(Brook, 2020).
The emphasis on individual experience in the discussion of the arts and society, however, has
been shifting in the 19th Century. One of the reasons for this shift is industrialisation. During
the process of industrialisation, cities were growing fast. Many workers moved into the city.
Their lifestyle, culture as well as the taste of cultural consumption shocked, and later
threatened, the people who have always been living in the city, since they became the
minority (Belfiore & Bennett, 2008, pp.131). English cultural critic Matthew Arnold, who
thinks that England was brutalised by the newcomers at that time, made the distinction
between the upper class and lower class through establishing the liberal-humanist notion of
culture (Belfiore & Bennett, 2008, pp.133-4). In this way, the arts are said to have a certain
impact on the lower class as a whole. The function of the arts is said to be relative to people
who are grouped according to their social status.
One of the major narratives that tried to shift the discussion of the arts and social change
away from the individual is Marxism, which reduces people to the class of the bourgeois and
the proletariat. According to the scholar Roger Taylor’s (1978) explanation, Marxism
believes that creativity is human nature (pp.65-66), and the development of the society stems
from social creativity which results in collective action. The problem as seen by Marx is that
in this social creativity, not everyone participates equally (Marx & Engels, 1970, pp.64). The
arts, as products of human society, are thus said to be associated only to a specific group of
people (the bourgeois, or the ruling class), and its influence on society also varies from
groups to groups, instead of from individuals to individuals.
After the beginning of industrialisation and the birth of Marxism, more artists and writers
discuss how the arts may achieve social change through intervention to ideologies, rather than
individual thoughts. For some artists and writers, sometimes the ideology thatthe arts intend
to change is inscribed in language and daily life. In this sense, the arts are seen to make an
impact on the abstract language system, instead of unique individualism, and the People are
not seen as individuals who have their own thoughts and lives. Rather, their understanding of
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the world is determined by certain generalised ideologies. As a result, when artists and
writers discuss how the arts can create social impact, they are less concerned with its impact
on individuals, and more on its impact on abstract entities such as ideology and social class.
As a continuation of such tradition, prevailing theories of SEA nowadays also have little
interest in the personal experience of the audience.
While the above arguments mainly come from cultural theories and art history, there are also
another group of arguments on the social impact of the arts which widely employ empirical
methodologies, such as social-scientific methods like questionnaires, formal interviews and
focus discussion groups. (Belfiore & Bennett, 2008, pp.100-102). A good example is a study
titled Use or Ornament? conducted in 1997, which claims that participation in the arts can
yeild as many as 50 benefits to society (Matarasso, 1997, “Summary”). Its analysis is based
on a series of predefined indicators, such as looking at the change in “expenditure on
repairing vandalism” to see if an art project makes the life of a community better (pp.103).
Another example is the study “Gifts of the Muse” (McCarthy et al., 2004), which illustrates
the instrumental benefits of the arts to issues such as health, economy and community
development by referring to literature which employ methods such as questionnaires and
social science experiments. Given that these studies employ means such as interviews and
questionnaires, they do, to a certain extent, concern the voice of unique audiences. However,
I argue that this concern often has little intention to explain how individual experience can
lead to the found social change. Most of these studies are only interested in the outcome,
instead of theoretically looking at how this outcome is created. It is because of this lack of
conceptual theories that this kind of research usually faces the difficulty of “linking
micro-level effects on individuals to the macro-level of communities'' (Crossick &
Kaszynska, 2016, pp.81). To link the two, one may generalise the former through “abductive
reasoning whereby the researcher argues from an instance or case to the circumstances or
hypothesis that might explain it” from qualitative analysis (Power & Gendron, 2015, pp.158).
However, this process of generalisation usually requires a rigorous conceptual framework,
which is lacking at the moment. In Chapter 6, I attempt to fill this gap with the philosophical
framework I propose, showing how findings from the case studies in Chapter 3-5 can be
generalised by using the proposed concepts, so that a link between “micro-level” and
“macro-level” can become possible.
Chapter 3: Hong Kong House in Echigo Tsumari Art Field
From this chapter, I begin to look into cases of SEA. I try to look at the individual experience
in these cases, and show how the complexity of each project can be revealed through
listening to the voices of individuals. Qualitative approaches such as ethnography and
interview will be employed.
In this chapter, I first consider a case in Asia, i.e. the Hong Kong House (HKH), a project run
by Hong Kong art practitioners in the Echigo Tsumari Art Field (ETAF), an SEA project in
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Niigata, Japan (Art Promotion Office, 2019; “NPO Echigo Tsumari Satoyama,” n.d.). I look
at the communication process between the artist team and the locals in this study. Instead of
employing existing theories such as Grant Kester’s dialogical aesthetic (2004), I look at
individuals involved in the communication process, how interlocutors feel and think when
they communicate. In this way, I show that looking at individual experience can give us a
possibility of looking at an SEA project from different perspectives.
The HKH project was launched in the ETAT’s 2018 edition in the town of Tsunan, Niigata,
which is part of the festival area. Every year the HKH invited Hong Kong art practitioners to
practice on-site. The project can be considered as an example of art practice by international
artists, which are now ubiquitous not only in ETAT, but also in many other SEA projects in
Japan. Many of these projects see “exchange” as their core mission. But there are many
aspects which require special attention in international cultural exchange through Art
Projects. One of the issues is language. Language is an essential part of exchange. Given that
many foreign visitors speak very little or no Japanese, it can be hypothesised that at least part
of the exchange process is affected. Artists, curators and art management need to take this
into consideration. However, as far as I can see, there is little or no research related to this
issue. It is hoped that this case study can contribute to the understanding of the
communication process in SEA where two or more languages are involved.
The research questions are then: What is communication like in the HKH project? How do
practitioners realise it? What kind of factors would affect this communication process? What
kind of dynamics and complexity can we open up if we look at the individuals involved in
detail?
To answer these questions, I focus on the practice of HKH in 2019, a solo exhibition titled
“Give Us This Day Our Daily Bread”, by Hong Kong artist Annie Wan. Data was collected
through interviews and on-site fieldwork. Related documents are also collected. These
include booklets of the show, the open call for proposals, and critiques and news reports
about the show. The 18 people interviewed are listed below:
The Hong Kong Team
Lesley Lau + Sinkiu Lee, curatorial team head and assistant
Annie Wan, artist of HKH 2019
Kaho Ng, interpreter and driver employed by the artist
Local Residence
Interviewee A, a staff of a local cafe
Interviewee D, a local resident from America
Interviewee E, a local resident who was visited by the artist
Interviewee H, a local resident whose story was portrayed in the exhibition
Interviewee K, a local resident whose story was portrayed in the exhibition
Interviewee N, a local resident who lives next to the HKH
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Interviewee S, a local resident whose story was portrayed in the exhibition
Interviewee AA, AB, AC, AD, AE, anonymous locals who have visited and/or
participated in HKH programmes
ETAT Staff
Tadahiro Asai, an executive staff who takes care of HKH and the nearby Echigo
Tsumari Clove Theatre1
Fram Kitagawa, the general director of the ETAT
On-site fieldwork was mainly conducted from 5th August to 13th August 2019. During this
period I stayed in the Echigo Tsumari Kamigo Clove Theatre with the Hong Kong team.
Formal and informal conversations with different stakeholders are conducted during the
process. I also observed the final stage of the production of the exhibition, as well as the
opening of it.
Language difference is indeed a problem in communication between the locals and the artist,
as observed across many interviewees. For instance, interviewee Asai observed that every
time he introduced people from Hong Kong to the locals, the locals asked: “Does he speak
Japanese?” He said that even if they could not speak Japanese, the locals would still try to
interact with the Hong Kong people. However, their exchange would be very much limited.
Even though there was an interpreter between the two parties, the communication was still
affected. This was revealed by interviews with the local people who have interacted with the
artist Wan through the interpreter Ng, as they thought that they had a better relationship with
the interpreter than with the artist.
Another observation is that the communication process was largely a one-way process. That
is to say, although the artist did talk to the local people, she mostly listened to them, rather
than telling them about her own story and Hong Kong. For the artist, the reason for
communication was more “getting information” than “giving information”.
The language difference, together with the one-way process of communication, made it
difficult for some of the locals to get what they expected from the communication process: to
know more about the artist and Hong Kong. This became one of the reasons that some locals
were not supportive of the Hong Kong House project. Despite this, the communication
process has served Wan’s purpose of collecting information about the place for the creation of
her artwork.
1 Echigo Tsumari Clove Theatre is an art facility managed by the ETAF which includes a hostel for artist and
production team residency. Since its location is just about 100m away from the HKH, it was the base of the
Hong Kong team before and during the exhibition period. It was originally the campus of the former Kamigo
Middle School.
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It is also interesting to note that in this exhibition, Wan changed her art form. The exhibition
“Give Us This Day Our Daily Bread” consisted of 3 parts: (a) a set of ceramic works; (b) six
stories presented by photos, text and a ceramic piece; and (c) a set of documentation photos.
Part (a) consisted of about 100 objects. All of them were dyed in different colours and were
arranged on a table to form a rainbow gradient. The form of the objects originated from local
and Hong Kong food. Part (c) was a set of 21 photos which were taken by Wan herself. They
were the documentation of Wan’s communication process with the locals.
Wan’s work has always been ceramic moulding. However, this time, Wan stated that there
were two new attempts in terms of art form, i.e. emphasising on narration, and putting
different media (photography, text and ceramics) together. In my interview with Wan, I asked
if she thinks that the communication process changed her art form. She agreed and said, “I
could feel that too.” However, how exactly did this change happen? Answering this question
can help us understand the relationship between communication and creativity in this case.
However, this question cannot be answered by merely using the above ethnographic
description, because it requires a theoretical understanding of the relationship between
personal experience and change. I will answer this question in Chapter 6.
Putting aside this question, as a conclusion of this chapter, I argue that, by listening to
different voices of individuals including the conventional audience and also those who were
often neglected, such as the interpreter, , we may open up the complexity in the
communication process of an SEA project. In this case, we can see that the exchange process
is in fact participated by people with different expectations and intentions. Additionally, the
difference of language and the presence of the interpreter also effectively change the process
and outcome of the communication. I argue that these complexities should not be overlooked
by researchers, critics and practitioners of SEA, especially those involved in multilingual
projects.
Chapter 4: Rebuild Foundation
In the previous chapter, I have analysed a new project in Japan. Analysing a new project
allowed me to follow its progress closely and draw timely results, but made it impossible to
draw simultaneous comparisons with other research. Hence, in this case chapter, I move to
the US to analyse a widely discussed SEA project. i.e. The Rebuild Foundation in Chicago by
Theaster Gates. Theaster Gates has been discussed a lot (Moss, 2015), but it is precisely for
this reason that it is valuable to revisit his work here. It allows me to demonstrate that
inquiring into the experience of individuals can yield new understandings.
In this chapter, I also intend to show that, “looking at individual experience” does not only
mean looking at how the audience experiences an artwork, but also the life of the people
outside the context of the artwork. While in the last chapter I focus on the experience of the
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individuals during the communication process, in this chapter I show why it is also valuable
to look further into the lives of the individuals.
This research collects data through qualitative means. Data were collected through
interviews, on-site fieldwork, as well as textual material. I was on-site from 11th February
2020 to 23rd February 2020. I have spoken to more than 30 people. Among them, I have
interviewed 11. These people are selected by random and mainly according to their
willingness and availability. Interviewees are as follows:
The Rebuild Foundation
Interviewee M, a programmer of the Rebuild Foundation
Interviewee A, a volunteer of Rebuild Foundation and an artist
Collaborators
Interviewee D, an art workshop facilitator
Interviewee T, an art workshop facilitator
Locals and Participants
Interviewee P, a ballet class participant/instructor
Interviewee G, a ballet class participant/instructor
Interviewee C, a chat group host
Interviewee T, a chat group participant
Interviewee J., a writing workshop host
Interviewee C2, a participant of writing workshop
Interviewee C3, a singing and yoga class participant
I began with a simple question in mind: Has the Rebuild Foundation transformed the
community? If yes, how? If no, why
To answer this question, I investigate the experience of these individuals, and their thoughts
towards the community and the project. Here I present a simplified version of the story of the
interviewee M:
Interviewee M is a 26 years old programmer in the Rebuild Foundation. Interviewee M’s job
is to help coordinate programs and events. He has been a programmer for about 2 years. He
was born in Bronzeville, a neighbourhood in Chicago around 15 minutes drive North from
the Rebuild Foundation. Due to the cost of living, he moved further and further South. Now
he is living in Woodlawn, an area 5 minutes south from the Rebuild Foundation. He took
classes at a college in Chicago, but left before he graduated. Previous to working in the Arts
Bank, he worked at the “Peach’s at Currency Exchange cafe”, another site not near the
Rebuild Foundation but also an affiliated project of it. He said, at first he met the cafe
because it is near his home, “and when I walked into it, I instantly fell in love with this space.
Not only that, but the space fell in love with me. They asked me if I'd like to work there.”
After that, he was further asked if he wanted to work for the Foundation.
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Interviewee M said that the Stony Island Arts Bank, where he works for the Rebuild
Foundation, had changed him in quite a few ways. “Because there are so many different parts
that come together. There’s architectural elements that breathe into the idea of art, making
them breathe to the ideas of community engagement. They intersect so well, so my time here
allows me to kind of see different sides of all of it coming together, to learn from it and be
able to utilise it better.” He said that working in the Foundation gives him access to many
other artists and art organisations. “It’s hard not to be inspired by that because you’re always
being immersed into something different.” For example, he said the work on different
collections “taught me a lot about collecting, archiving and digitising all the things.” And he
regarded himself as an artist, filmmaker and dancer. “Having different projects that I get to
jump on here, I can later add different ideas to my own artistry”. Talking about the future, he
said he wanted to continue to work with the Rebuild Foundation, while starting his career as
an artist. He said he wanted to apply for a residency in the Foundation, as an artist instead of
a programmer. “For these two years, I learnt so much about what it means to manage, which
definitely is helpful. However, now I think it’s time to focus on my practice. I think I can take
it to another level.”
He said he sometimes thinks about going back to college to finish his bachelor degree. “I
think artists tend to try to get as much accreditation or schooling or training they can possibly
get, before jumping into their practice.”
The interview above shows how individuals like M may change personally. Nevertheless, it is
unclear how these particular cases may be translated into arguments of community
transformation triggered by SEA projects. One way to argue for community transformation
from particular SEA cases is to generalise a predictive mechanism of change from these
cases, which not only apply to specific individuals, but a wider community in general. I will
show how such a mechanism can be created in Chapter 6 of this dissertation.
Chapter 5: Wochenklausur
By using the case in Chapter 3 and Chapter 4, I intend to show what it means by looking at
individual experience in SEA studies. However, individual-level analysis does not only mean
interviewing staff and the audience to listen to what they say. My argument is that grounding
an analysis to the individual also suggests a different mode of thinking, and this new mode of
thinking can generate interesting arguments which are different from currently available ones.
The aim of this chapter is to demonstrate the above argument, by looking at one of the most
well-known SEA collective (Lippard, 2007, pp.415), Wochenklausur. Wochenklausur is used
as an example in Grant Kester’s theorisation of dialogical aesthetic (2004). Kester argues that
dialogue plays a central role in their practice (Kester, 2004, pp.107), a claim later shared by
many scholars. But what can we get if we analyse the approach of Wochenklausur through an
individual-based model of thinking?
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Since this case study focuses primarily on the artists’ own account of their strategy, I gather
my data primarily by two means: 1) an interview with the artists and 2) a review of literature
related to their work, particularly their own accounts of their projects. I do not intend to
include on-site observation of their work and interviews of other stakeholders, nor to analyse
the result of Wochenklausur’s practice. I only present their interview and discuss why the
group claims that dialogical aesthetic is not a suitable framing. As a consequence, this
analysis is an explanation of Wochenklausur’s strategy, rather than an illustration of the
success of realising such strategy.
One of the highlights of the interview is that the group seemingly disagree with Kester’s
representation of their works. Wochenklausur said, indeed their projects involve many
talkings. However, while Grant Kester sees dialogue as the essential component of
Wochenklausur’s practice, the team said, “discussion is necessary as a method to get the
result, it is not the art or however you say. It’s only a way to get there.”
They take one of their projects in Zurich as an example. In this project titled as “Intervention
to Aid Drug-Addicted Women” in 1994 (Zinggl, 2001a, pp.29-35), the collective’s goal was
to create a pension in Zurich where women addicted to drugs could find shelter. The
collective thought that to reach their objective, they should urge the heads of different
organisations to talk; therefore, they created the “boat colloquies,” which consisted of a
three-hour boat trip in Lake Zurich. Each time, they invited four people on board to discuss
the drug issue. To allow them to discuss freely, journalists were forbidden from reporting the
content. Kester sees it as an example of successful consensus building (2004, pp.110). He
praises the idea of inviting stakeholders to a boat to talk, insulating them from public
pressure. He links this situation that one may talk freely from public pressure to Habermas’s
concept of ideal speech situation (Habermas, 2008). Kester contends that the dialogical
exchanges “altered people’s consciousness of the reality of sex workers in the city.” Through
conversations, Kester argues that interlocutors may “think, and agree to, things that they
couldn’t have otherwise” (Krenn, 2013, para. 45), and finally “led, eventually, to a practical
solution”. (Hagoort, 2018, para.13)
For Kester, Wochenklausur “define[s] their artistic practice through the facilitation of
dialogue and exchange” (Kester, 2004, pp.107) He introduces Wochenklausur as “part of a
younger generation of practitioners concerned with communicative interaction in nonart
settings” (Ibid., pp.97). However, in my interview, Wochenklausur said: “We needed a kind
of consensual result from the boat discussions because we needed the help and support from
all the people.” However, “if it is not so easy to reach our goal through talking, we would be
happy to consider other strategies, such as playing some trick sometimes.”
In this chapter, my focus is the reasons behind this disagreement. I argue that Kester’s theory
may not be able to fully represent Wochenklausur’s practice. Although dialogue is a common
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element in Wochenklausur’s practice, it is not the collective’s primary concern.
Wochenklausur’s main concern is objective. There may not be dialogues in some of their
projects, but there is always an objective. As Wochenklausur said in my interview, what they
want to show is that if one can solve small problems, one can also solve problems on a bigger
and higher level. This is why they see their small scale practice not only influence a small
group of people but can also provide an impact on society.
However, how exactly do they create this impact? In other words, how may we explain what
happens, from the point the group successfully reaches their objective, to provide an impact
on society? If we can understand this mechanism, we will be able to learn better how such a
strategy may be possible. I attempt to answer this question in Chapter 6.
Chapter 6: Rethinking Antagonism
In this chapter, I attempt to develop a way of theoretical analysis of individual experience and
social change. I focus on the notion of “antagonism”, but its definition should be reinvented
so that it can be employed to discuss individual experience. By this way, I attempt to develop
a philosophical framework for individual-level analysis in SEA studies. It serves as an
attempt to respond to the knowledge gap of exploring the possibility of developing
conceptual theories for empirical studies (McCarthy et al. 2004), so that we may link the
“micro-level effects on individuals to the macro-level of communities” (Crossick &
Kaszynska, 2016, pp.81).
I first show that to use the concept of antagonism to study individual experience, it is not
feasible to use the theorisation by Claire Bishop (2004) and Ernesto Laclau and Chantal
Mouffe (2001) directly. I argue that a reworking of the concept is necessary. Then I discuss
the necessary concepts which are necessary for this reworking. After that, I redefine
antagonism as the experience of prediction error of a single individual. I argue that an
individual tends to eliminate antagonism and the way s/he chooses depends on efficiency
from her/his perspective. Finally, in order to connect personal change to social change, I
discuss the concept of community. I argue that language plays an important role here. It is
what may change our mind collectively.
It is also through this theoretical ground, that we can revisit the case studies.
What is the relationship between Wan’s change of art form and the communication process? I
argue that one of the main reasons for this change is the way of interpretation of the
interpreter. The way the interpreter works can have a large impact on the outcome of an SEA
project. In this case, it has even changed the art form.
How is social change possible in the case of the Rebuild Foundation? My argument here is
that the Rebuild Foundation can transform the community by allowing the people to
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eliminate certain antagonisms in daily life more easily in a certain way. This approach is
special in that it allows a project to enact change without creating antagonistic experienced
for individuals.
In Wochenklausur’s case, I conclude that Wochenklausur’s strategy is to make some people
rethink things that they wouldn’t have otherwise by creating antagonism through realising
their objectives. The process of reaching an objective by Wochenklausur is similar to a
painter painting her/his work. The realisation of such an objective can be considered the
“painting”. Experiencing the objective is akin to conventional art viewing.
Chapter 7: Conclusion
I began my discussions in this dissertation with the performance “UFrogO” by the artist Frog
King. I asked, can the performance change the community?
After going through the journey of this dissertation, it seems that, unfortunately, it would be a
question impossible to answer. As I have pointed out, currently available SEA theories are
inadequate to answer this question, but if one needs to employ an individual-level analysis to
look at the result of an SEA, qualitative data is required. Yet, after the performance, I did not
interviewed the ladies who participated in the work. It is likely that the ladies have already
forgotten what they have experienced during the performance. As a result, the answer, from
an individual-based perspective, may already be lost in history forever.
My contention is that it is an inevitable loss though - the thinking that one can analyse an
SEA work merely by its form is problematic. Through the case studies of the Rebuild
Foundation and the Hong Kong House, I show how a pragmatic approach is possible by
focusing on individuals as subjects. The Wochenklausur case shows that it is possible to use
an individual-based model to analyse, not only the practical result of a project, but also the
strategy employed by the artists.
Reaching the end, I suggest a few possibilities which can be explored in the future.
Firstly, the theoretical model I suggest here invites SEA practitioners to rethink how they
may plan and create their projects, especially for those who have a specific goal of social
change. For example, this model invites us to think about what kind of antagonism should be
considered. It also suggests that practitioners should identify the subject who has experienced
a change, and the subject who experiences the work. It suggests that without clarifying these
subjects, SEA projects may lose focus. Additionally, this theoretical model also invites us to
think about what happens after the antagonism. Should practitioners not only devise the
artistic experience, but also lower the “cost” for the audience to reflect on the experience?
Artist talk and curatorial statements can be ways of doing it. How these should be done
requires further investigations.
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Secondly, the theorisation of an individual-level antagonism may also contribute to a
long-debated discussion in the field of SEA: emotion of antagonism. Bishop claimed that
antagonism is related to a feeling of discomfort (2004). This claim is then discussed by
several scholars (e.g. Jackson, 2015). Although it seems that there is no proof that antagonism
is related to discomfort, there is also no proof that antagonism has nothing to do with
discomfort. So is it a feeling of discomfort or not? From the philosophical ground of
individual-level analysis suggested in Chapter 6, we can obtain a preliminary answer to this
question: Antagonism does generate negative emotion, but a positive reward may come later.
Thirdly, the individual-based approach I suggest here may also be relevant to other fields of
study. One example is protest art studies. Impact of protest art on the audience is about the
cognitive and psychological status of individuals (Falasca-Zamponi, 2000, pp.25). There are
claims which argue that protest art can enact change on the political views and affects of the
people, such as raising their political consciousness (Eder, Staggenborg & Sudderth, 1995),
foster “useful emotions” (Adams, 2002), remove negative emotions (Morris, 1984, pp.56),
and create “psychological warfare” against the dominant culture (Chaffee, 1993, pp.60).
However, how exactly these effects are created in the mind of an individual is rarely
discussed. An individual-level analysis may shed light on these questions.
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